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PROGRAM 
Suite No. 2 from The Three-Cornered Hat 
The Neighbors Dance (Seguidillas) 
The Miller 's Dance (Farruca) 
Final Dance (Jota) 
Horn Concerto No. 1 in E-flat major, Op . 11 
Eric Ruske, horn 
-Intermission-
Manuel de Falla 
(187. ,6) 
Richard Strauss 
(1864-1949) 
Symphony No. 6 in F major, Op . 68 
"Pastorale" 
Ludwig van Beethoven 
(1770-1827) 
Awakening of cheerful feelings upon arrival in the country 
(Allegro ma non troppo) 
Scene by the brook (Andante molto mosso) 
Merry gathering of country folk (Allegro) 
Thunderstorm (Allegro) .• 
Shepherd's song: Happy and thankful feelings after the storm -
(Allegretto) 
PROGRAM NOTES 
Manuel de Falla (1876-1946) 
El sombrero de tres picos (The Three-Cornered Hat), Suite No. 2 (1919) 
Manuel de Falla, together with Isaac Albeniz and Enrique Granados, may 
be rightly considered the Spanish nationalist composers par excellena. Falla 
had already been established both in his native country and in France with his 
opera La vida breve (Life is Short, 1905) and the ballet El amor brujo (Love, the 
Sorcerer, 1915), works which are unmistakably Spanish in flavor. Vibrantly 
colorful orchestration , exuberant dances, and mercurial rhythms betray Falla's 
attempt to fuse national folk idioms with western compositional techniques . 
The ballet Three-Cornered Hat originated as a farsa mimica, a 
pantomime by Martinez Sierra who based the scenario on a popular ballad , El 
Co"egidor y la molinera (The Magistrate and the Miller's Wife) as adapted by 
~ Pedro Antonio de Alarc6n in his "El sombrero de tres picos" (The Three-
Wnered Hat), published in 1874 as a short novel (the title alluded to the 
characteristic hat of the Corregidor's uniform). The pantomime, successfully 
produced in Madrid in 1917, attracted the attention of Sergei Diaghilev, who 
wished to tum it into a ballet. At his suggestion, Falla revised the work, added 
more dances, and the work assumed its present guise as a ballet in two scenes. 
The same story had also served as the basis for Hugo Wolfs only complete 
opera, Der Corregidor(1895). 
The first performance of The Three-Cornued Hat was given at the 
Alhambra Theater in London on July 22, 1919 with Diaghilev's famous Ballet 
Russes. The choreography was by Uonide Massine, the scenery and costumes 
by Pablo Picasso, and Ernest Ansermet conducted. Some orchestral excerpts 
from the ballet, arranged into two Suites, have found a popular and successful 
place in the concert hall. 
The story is a witty tale about the Corregidor (village magistrate) who 
wishes to seduce the miller's wife. After many farcical moments, where the 
Corregidor deceives the miller and tricks his wife, the miller gets his revenge; the 
Corregidor is finally put in jail and ridiculed by his own people, an event that the 
villagers celebrate with the final dance , an exuberant jota. The work abounds in 
vibrant, boisterous dances like the fandango and the farruca, which, although 
transferred to the orchestra, lose nothing of their authentic Andalusian quality. 
Richard Strauss (1864-1949) 
Hom Concerto No. 1 in E-flat major, Op. 11 (1882-83) 
Richard Strauss wrote the First Hom Concerto in 1882, at the tender age of 
18. His father, Franz Josef, was principal horn at the Court Opera in Munich and 
tf est horn player of his time. As a result, young Richard came to know the ment extremely well. His first compositions for horn date from the age of Franz Josef had also composed a concerto for horn, the first contribution to 
the instrument's solo repertory after Mozart . 
Strauss's first horn concerto was given its first performance on March 4, 
1885 at Meiningen with the Meiningen Court Orchestra under the direction of 
Hans von Billow. Gustav Leinhos, the orchestra's principal horn player, was the 
soloist . (Eight months later, Brahms would conduct the premiere of his Fourth 
Symphony there .) Von Bulow was an ardent champion of Strauss's music, and he 
would often perform the young composer's works with his orchestra , an 
ensemble noted for its excellent wind section (Strauss actually succeeded von 
Bulow in this post for a very short period at the end of 1885). The composer was 
not present at the prem iere of his work . When Von Bulow was asked by Strauss's 
uncle Carl Horburger, who attended the performance , what he thought of the 
somewhat "abrupt" ending of the work , the conductor replied:") think the ending 
is rather good. What do you want an orchestral postlude for?" Strauss dedicated 
his work to Oskar Franz who performed it a year later in Dresden. The three 
movements of the concerto are played without a break. 
The horn remained Strauss's favorite instrument, and almost all his orchestral 
scores include some of the most memorable horn passages in the literature . His 
writing for the horn is quite idiomatic, but requires the skills of a virtuoso 
performer . According to the composer's indication , the concerto was written for 
the 'Wald horn' (the old horn without valves , hence the use of the "easy" key of. 
flat), however, today's soloists usually perform it on the modern valve horn . In -~ 
this score there is very little that reminds us of the composer of Capriccio or even 
Don Juan. Here Strauss 's idiom is still rooted in a classicist approach , although 
characteri stic qualities of his unique later style arc already apparent : rich 
textures , soaring lines, resourceful orchestration . Strauss did not write another 
concerto for the horn until almost sixty years later-his Second Horn concerto 
dates from 1942. This youthful Concerto, however, remains one of the favorites in 
the repertory, as an extraordinarily impressive piece by a budding composer. 
Ludwig van Beethoven (1770-1827) 
Symphony No. 6 in F major, Op. 68 "Pastoral" (1808) 
"Pastoral Symphony, or Recollections of Country Life" [autograph score) 
Awakening of cheerful feelings upon arrival in the country 
(Allegro mR non troppo) 
Scene by the brook (And11nte molto mosso) 
Merry gathering of country folk (Allegro) 
Thunderstorm (Allegro) 
Shepherd's song: Happy and thankful feelings after the storm 
(Allegretto) 
In October 1802, during a visit to the little village of Heiligenstadt, outside 
Vienna, Beethoven fell into despair: "How humiliating , when someone standing 
beside me heard the playing of a flute from afar, and I heard nothing; or when a 
shepherd was heard singing, and again I heard nothing." He even contemplated 
committing suicide : "Art alone hindered me," he confessed in his famous 
'Heiligenstadt Testament.' It seemed inconceivable that I should leave this 
world, without having produced all that I felt I must." It was to this precise • 
location that he returned in 1808 to finish his Pastoral Symphony, a work whose __ , 
brightness betrays nothing of the composer's previous despondency. It almost 
seems that he came back to exorcise the nature he so much loved, but whose 
sounds were no more audible to him. This time he could feel the shepherd's 
song, and he wished to show this in his work, which is a fulfillment, and an act of 
catharsis. 
The Fifth and the Sixth Symphonies, both dedicated to Prince Lobkowitz 
and Count Razumovsky, were composed almost simultaneously-although no 
two works could ever be more different in character . They were both premiered 
together at the Theater an der Wien in Vienna, on December 22, 1808. The 
program also included the Fourth Piano Concerto (with Beethoven as soloist), 
excerpts from the Mass in C major, the scena and aria Ah! perfido, and the 
Choral Fantasy Op . 80-a typical program for a nineteenth-century concert. 
The Pastoral Symphony signals a departure from the Beethovenian 
symphonic model, the most obvious being that it has five movements (the last 
three played without a break), and each movement bears a programmatic 
inscription . It has been suggested that Beethoven got the idea for the titles from 
Le portrait musical de la nature, a symphony with a written program by the 
German composer Justin Heinrich Knecht (1752-1817), published in 1784. It is 
quite obvious that Beethoven wanted to imitate certain sounds of nature in 
music, sometimes quite explicitly, as in the famous ending of the second 
vement , where he even wrote the words 'nightingale," 'quail,' and 'cuckoo' 
vc the flute, oboe, and clarinet lines respectively. On the other hand, 
Beethoven's Symphony mu st not be viewed as a precursor of romantic 'program 
music'; it was rather conceived in the tradition of Haydn's Creation and the 
baroque doctrine of 'affections', the rigorous expression of feelings in music . This 
inclination to 'hear ' in music not only concrete pictorial images but also 
psychological descriptions, became quite prominent in nineteenth-century 
aesthetics, most notably in the writings of the archetypal romantic 
E.T. A. Hoffmann, and the theorist and aesthetician A. B. Marx. In his biography 
of Beethoven (1863-64), Marx even applied extra-musical associations to almost 
every piece that Beethoven wrote, because for him, that was the only way any 
sophisticated listener of the time should listen to music. 
Today's audiences, having become accustomed to hearing music written 
for specific expressive purposes, might show a predilection for this kind of 
'romantic' approach, especially since the composer himself provided the work 
with these associations . But Beethoven also characterized the work as "more an 
expression of feeling than painting" (Mehr Ausdruck der Empfindung, als 
Malerei), more an esoteric depiction rather than a mere pictorial representation . 
Eventually, it is not the 'programmatic' effects of the work that are of importance, 
but rather their integration and contribution to its musical syntax. During his 
Norton lectures at Harvard University in 1973, Leonard Bernstein urged the 
audience to disregard all the programmatic elements of the work, to shed all 
"extramusical associations" and listen to the Symphony "purely as music." "At 
best, if you do succeed ," he concluded, "you may be hearing a whole new piece 
by Beethoven." It is really difficult to listen to the Pastoral without the Arcadian 
atmosphere of bliss pervading the soul, or synesthetic images of nature 
occupying our minds. But on the other hand, who could resist the idea of 
I' tening to a brand new piece by Beethoven? 
- Eftychia Papanikolaou 
MEET1HE ARTISTS 
Now in his second season as Music Director of the Eugene Symphony, 
Miguel Harth-Bedoya serves concurrently as Artistic Director of the 
Philharmonic Orchestra of Lima and the New Opera Company of Peru. His active 
guest conducting schedule includes appearances with the Seattle Symphony, 
Colorado Symphony, Quebec Symphony, Puerto Rico Symphony, Grant Park 
Symphony, Mexico National Symphony, Philharmonic Orchestra of Buenos Aires, 
the Budapest Opera Orchestra and the Auckland Philharmonic. Festival 
appearances include Recontres Musicales d'Evian in France, Domaine Forget 
International Festival in Canada, and Musicarchitettura International Festival in 
Italy. 
Also a successful opera conductor, Mr. Harth-Bedoya has directed 
numerous productions with the New Opera Company of Peru, including La 
BohemL, u Nozu de Figaro, Xerxes, Die lustige Witwe and La Sonnambula, • 
among others. In Italy, he led this century's first performance of Martin y Soler's 
Tutore Burlato. The performance was subsequently recorded for the Bongiovanni 
label in Bologna. 
Miguel Harth-Bedoya has led the Juilliard Orchestra on tours to France 
and Japan, and has collaborated with such distinguished soloists as Mstislav 
Rostropovich, Isaac Stem, Gary Graffman and Joshua Bell. He recently completed 
a four-year tenure as Music Director of the New York Youth Symphony. 
Born in 1968 in Lima, Peru, Mr. Harth-Bedoya holds degrees in conducting 
from the Curtis Institute and the Juilliard School. 
••••••••••••••• 
Eric Ruske was appointed associate principal horn of the Oeveland 
Orchestra at the age of twenty. In 1986 he won the Young Artists International 
Competition, and began a solo career that has included performances with the 
Oeveland Orchestra, Chicago Symphony, Milwaukee Symphony and the Chamber 
Orchestra of Toulouse. In 1987 he won FU'St Prize in the American Horn 
Competition and the following year received the highest prize in the Concours 
International d'Interpretation Musicale in Reims, France. 
Mr. Ruske is from LaGrange, Illinois, and is a graduate of the Cleveland 
Institute of Music where he later taught before joining the faculty of Boston 
University School for the Arts and Boston University Tanglewood Institute . 
• 
BOSTON UNIVERSITY SYMPHONY ORCHESTRA 
Violin I Deya Deynova• Tnm1pd 
Joo-Mee Lee, Concertmaster Tobias Werner> Michael Zonshine 
Daniel Han Emily Yang+ Neil Mueller 
Lisa Dempsey Melissa McCarthy+ Richard Candelaria 
Ula Steinschneider Chia-Chia Chang+ Brian Casper 
Jodi Hagen 
Kaveh Saidi Boss Trombone 
Serge Khvorostuhin Vincent Gendron Peter Charig 
Heidi Braun Matthew Medlock Will Kimball 
Takahiro Nagamine Ryan Kamm Sarah Privier 
Alexey Sha balin Susan Hagen Brian Conklin 
Elise Dalleska George Speed 
Ashley Pensinger Changwoo Sohn . &ss Trombone 
Anna Kaydanova Wes Citron 
Perkinson Flute 
Amanda Wellum Tubti 
Violin II Wendy Karden Avita! Handler 
Gillian Oements AmyDombach 
Marie Le Carlier Linda Krueger Timpani 
Wilson Pedrazas Mana Washlo Matthew Persing 
Mark Berger Courtney McDonald 
Audinga Aukstikalnyte Piccolo Zhanna Maysyuk 
Oirislina Eng AmyDombach 
Stmyoung Cho Linda Krueger Percussion 
Tylor Neis! Michael Chang 
um-Hsiang TWlg Oboe Matthew Persing 
Alexia Taylor Andrew Price Zhanna Maysyuk 
Gabrielle Kopf Marea Chernoff Ryan Darling 
Mary Francis While Youn-Shin Cho Douglas O'Grady 
HanTpeng Bernadette Avila 
Rachel Lambdin Hiirp 
English Horn Alida Jones 
Viola Bernadette Avila Steve Simpson 
Kathleen Patrick 
Andrea Holz Clarinet Piiino/Ctltstt · 
Martin Keuneman Abby Raymond Kostis Protopapas 
Julie Giattina Kai Yun Lu 
Jing-Huey Wei Laura Harrison Assistant Conductor 
Melinda Hirsch Kostis Protopapas 
Yi-Chen Lin Bassoon 
Andrew Georgotas Shinyee Na Orchestra Miiniigers 
David Fallo Gil Perel Heather Fortune 
Maija Teigen-Hangartner Melissa McCarthy 
Horn 
Ct/lo Scott Bacon Libriiriiin 
Velleda Pelpel Nancy Cahall Melissa McCarthy 
Shay Rudolph Gabriella Finck 
Elizabeth Ann Browne Oliver de Oercq Stiigt Miiniiger 
·a Chlatovlch Laura Danek Kelly O'Callaghan 
~son Seidner Mary Jo Neher 
Alexandre LeCarme 
Benoit Faucher+ 
Sonya Knussen+ 
• personnel for Beethoven 
+ personnel for De Falla and Strauss 
Boston University School for the Arts 
Advisory Board 
Nancy Reis Joaquim 
Esther B. Kahn 
Michael Melody 
Stephen M. Mindich 
Ronald Sampson 
Anne-Marie Soulliere 
Ralph Verni 
Administration 
Bruce MacCombie, Dean 
Phyllis Hoffman, Director, Music Division 
Roger Croucher, Director, Theatre Arts Division 
Hugh O'Donnell, Director, Visual Arts Division 
Walt Meissner, Associate Dean, Administrative Affairs 
Patricia Mitro, Assistant Dean, Enrollment 
Judith Sandler, Director, Public Relations 
Shirley Ginsberg, Graduate Financial Aid Coordinator 
Karla Cinquanta, Alumni Officer 
Leslie Dressler, Director, Development 
General Information: 
Public Relations Office: 
Development Office: 
Alumni Relations Office: 
SF A Events Information Line: 
(617) 353-3350 
(617) 353-3345 
(617) 353-3345 
(617) 353-3345 
(617) 353-3349 
••••••••••••••••• 
• 
The School for the Arts welcomes your support to help continue these • 
concerts. Information regarding gifts to the School may be obtained from: 
The School for the Arts Development Office, 855 Commonwealth Avenue, 
Rm. 202, Boston, MA 02215 (617) 353-3350. 
